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Lucinde Lauer 
Die Serie "Problemata musicologica" des Russischen Instituts für die 
Geschichte der Künste St. Petersburg 
Das "Rossijskij institut istorii iskusstv" (Russisches Institut tUr die Geschichte der 
Künste) in St. Petersburg ist neben dem Moskauer "Institut iskusstvoznanija" das 
zweite russische Forschungsinstitut im geisteswissenschaftlichen Bereich. Unter 
Ausschluß der Literaturwissenschaft sind hier heute Musikwissenschaftier, 
Ethnologen, KllllSthistoriker, Film .. und Theaterwissenschaftler unter einem Dach 
vereint. Der Umstand, daß die Musikwissenschaft damit in einen Kontext 
verwandter "kunst-geschichtlicher" Disziplinen integriert wurde, schafft 
gegenüber der sonst in Rußland üblichen Einbindung des Fachs in die Kon­
servatorien eine andere Ausgangslage fiir die Forschenden, die an die Situation der 
(historischen) Musikwissenschaft an deutschen Hochschulen erinnert. 
Obwohl um einiges älter als die seit 1944 existierende Moskauer Einrichtwlg 
vergleichbaren Zuschnitts - es wurde 1912 vom Grafen Zubov in seinem Palais 
gegenüber der Isaaks-Kathedrale gegründet - ist das Petersburger Institut im 
Westen wenig beachtet worden. Die wechselvolle Geschichte dieser F orschungs­
institution, die als Wiege der Fonnalistenschule um Viktor Sklovskij in die 
Annalen der modernen Geisteswissenschaften eingegangen ist, bedürfte noch einer 
eingehenden Untersuchung, wie sie hier nicht geleistet werden kann. Bereits der 
neunmalige Wechsel der Benennung im Verlauf dieses Jahrhunderts verweist auf 
die Schwierigkeiten in der Entwicklung des Instituts, die einer kontinuierlichen 
Tätigkeit im Wege standen. Es handelt sich um folgende Bezeichnungen: 
1912-1920 Institut istorii iskusstv (Ill) 
1920-1924 Rossijskij institut istorii iskusstv (RUI) 
1924-1931 Gosudarstvennyj institut istorii iskusstv (GllI) 
1931-1933 Leningradskij otdel Gosudarstvennoj Akademii 
iskusstvoznanija (LOGAIS) 
1933-1936 Gosudarstvennaja Akademija iskusstvoznanija (GAIS) 
1936-1937 Gosudarstvennyj naucno-issledovatel' skij institut 
iskusstvoznanija (GNIII) 
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1937-1939 Gosudarstvennyj muzykal' nyj naucno issledovatel' skij 

institut (GMNII) 
1939-1962 Gosudarstvennyj naucno-issledovatel'skij institut teatra 
i muzyki (GNIITIM) 
1962-1990 N aucno-issledovatel' skij otdel Leningradskogo Gosudarst 
vennogo instituta teatra, muzyki i kino (NIOLGITMIK) 
1990­ Rossijskij institut istorii iskusstv (RHI) 
Den tiefsten Einschnitt hinterließ wohl die Zusammenfiihrung der rein wissen­
schaftlichen Einrichtung mit dem "Leningradskij teatralnyj institut imeni A.N. 
Ostrovskogo" (Leningrader Theaterinstitut) im Jahre 1962. Die Beiordnung zu 
einer auf das Theater spezialisierten höheren pädagogischen Lehranstalt stufte das 
Institut im Vergleich zum Moskauer "Institut iskusstvoznanija", das als 
privilegiertes Forschungsinstnnnent der Sowjetischen Akademie der Wissenschaft 
von 1961 an wnnittelbar dem Sowjetischen Kultusministerium unterstellt war, 
hierarchisch deutlich zurück, was sich deutlich auf die Struktur und die Arbeits­
möglichkeiten auswirkte. Weder aufwendige Gemeinschaftspublikationen wie die 
zehnbändige "Istorija russkoj muzyki" (Geschichte der russischen Musik, Moskau 
1983 ff.), noch internationale Kooperationen förderten die Kenntnisnahme im 
Ausland. Andererseits bot das NIOLGITMIK der Breznev-Ära abseits der 
offiziellen Forschungspolitik auch manchen Freiraum. So unbekannt es im Westen 
.blieb, so sehr schützte man die hier tätigen Wissenschaftler in russischen Kreisen. 
So scheint es folgerichtig, daß die Einrichtung im Gefolge der Perestrojka nicht 
nur die ursprüngliche Bezeichnung, sondern auch den alten Status eines 
selbständigen, der Russischen Akademie der Wissenschaften angegliederten· 
Forschungsinstituts zurückerhielt. 
Zu den Neuerungender letzten Jahre zählt die Reihe "Problemy muzykoznani­
ja" (Probleme der Musikwissenschaft / Problemata musicologica), die seit 1988 
von der musikwissenschaftlichen Sektion des Instituts in·Form von Sammelbänden 
herausgegeben wird. Obwohl im Eigenverlag erstellt und nur über das Institut 
vertrieben, richtete ,sich die Serie - offenbar im bewußten Gegensatz zu manchen 
anderen Veröffentlichungen des Hauses - auch an eine nicht russischsprechende 
Leserschaft. Den durchweg russischen Texten sind englische Summaries 
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beigegeben, die zwnindest einen Eindruck vom Inhalt der Aufsätze vennitteln. Die 
Orientierung erleichtert überdies ein zweisprachiges Inhaltsverzeichnis. In di'e 
vorerst letzte Publikation wurden erstmals Beiträge von ausländischen Forschern 
(M. Velimirovich und D. Redepenning) aufgenommen, ein Signal dafür, daß sich 
das Institut zunehmend dem Dialog mit westlichen Musikwissenschaftlern stellen 
möchte. Ein Band mit den Beiträgen des international besetzten Kongresses 
"Methodologie der OpemforschlUlg", der 1994 in Petersburg stattfand, harrt noch 
der Drucklegung. Leider behindern in den 1990er Jahren die wirtschaftlichen 
Probleme den anfänglichen Elan der Herausgeber merklich. Band 7, der durch 
seine bessere Papierqualität und einen strapazierfahigeren Umschlag positiv 
auffällt, konnte nur dank der fmanziellen Hilfe durch den Soros-Fond erscheinen. 
Der vorliegende Bericht hat vor allem den Zweck, die Petersburger "Problemata 
musicologica~' bibliographisch zu erschließen und so zur Weiterfiihrung jenes 
. Dialogs beizutragen, der von den russischen Kollegen in die Wege geleitet wurde. 
Es sollen daher die Resümees in der Reihenfolge, wie sie in den Einzelbänden 
gegeben ist, zusammengestellt werden. Offenkundige Druckfehler wurden dabei 
stillschweigend korrigiert, die Formulierungen dagegen mit stilistischen und 
grammatikalischen Besonderheiten beibehalten. Der Band 4, über dessen Existenz 
der Rezensentin keine Informationen bekannt waren, fehlt in dieser Aufstellung. 
Einer Besprechung im eigentlichen Sinn spent sich diese Serie aufgrund ihres 
Aufbauprinzips. Es gehört zur Praxis des "Rossijskij institut istorii iskusstv", 
Bände zu übergreifenden und sehr allgemein gehaltenen Aspekten zu publizieren, 
zu denen die einzelnen Mitarbeiter aus ihrem festen Forschungsgebiet Beiträge 
liefern. Da es sich dabei oftmals um (überarbeitete) Teile von Doktorarbeiten 
handelt, die in Rußland nur als kurze Thesen publiziert werden, ergeben sich quer 
durch die Bände thematische Kontinuitäten, die sich an die Arbeiten der einzelnen 
Forscherpersönlichkeit knüpfen. Man vermißt dagegen einheitliche methodologi­
sche Ansätze oder zumindest das Bemühen um eine produktive Diskussion unter 
den Kollegen, wie sie sich ja gerade an einem zentralen Forschungsinstitut 
anbieten würde, und dies um so mehr, als die Texte in der Regel zuvor auf 
hausintemen Konferenzen vorgestellt werden. Der wissenschaftliche Diskurs 
scheint hier noch immer vom Begriff eines engen Spezialistentums eingeschränkt 
zu sein. Das Spektnun an isoliert dastehenden Themen ist dementsprechend groß. 
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Es reicht von verschiedensten Aspekten der systematischen Musikwissenschaft (9 
Aufsätze) über alle musikgeschichtlichen Epochen zwischen Antike und 
Gegenwart bis hin zu einer durch die starke theaterwissenschaftliche Ausrichtung 
des Instituts e1ll1öglichten Einbeziehung der im Westen 'meist unterrepräsentierten 
Bereiche Ballett und Opemregie. Eine kompetente Rezension, die allen Beiträgen 
in gleicher Weise gerecht würde, ist damit kawn möglich. 
Es soll daher nur auf gewisse Schwerpunkte der Themenwahl hingewiesen ! 
werden. Mit Abstand dominieren Beiträge aus der Mediävistik (16), und zwar 
sowohl zur westeuropäischen (vor allem, aber nicht nur von V. Karcovnik), als 
auch zur russischen mittelalterlichen Musiktradition (N. Seregina). Stellt man dem 
die Arbeiten zur Renaissance-Musik (E. Chodorkovskaja) und zur Musik der 
Antike (E. Gercman) an die Seite, so ergibt sich als deutliche Tendenz die 
Beschäftigung mit der von der sowjetischen Forschung stark vernachlässigten 
Periode der Musikgeschichte vor 1600, bei der die Auseinandersetzung mit 
westlicher Sekundärliteratur eine wichtige Rolle spielt. Dieses Bemühen um 
Vennittlung und Aufarbeitung des aktuellen internationalen Forschungsstandes 
ist im übrigen eine Eigenheit fast aller Artikel, denen eine Briickenfunktion für die 
russische Musikwissenschaft zukommt. 
Außerhalb des traditionellen sowjetischen Forschungsbereichs stehen sodann 
mehrere Beiträge, die das Schaffen einzelner Komponisten des 20. Jahrhunderts 
betreffen (Alfred Schnittke und Sofija Gubaidulina, Arnold Schönberg und Anton 
von Webern). Während das 19. Jahrhundert und die sogenannte klassische 
russische Komponistenschule merklich im Hintergrund stehen, fallen die fünf 
gewichtigen Aufsätze A. Porfievas zu unterschiedlichen Fragen der Wagner­
Forschung auf, die insbesondere dort Beachtung verdienen, wo die Wagner­
Rezeption der russischen symbolistischen Dichter Gegenstand der Analyse ist. 
Im letzten Band zeichnet sich schließlich als bevorzugte Epoche verschiedener 
Autoren die Musik im Rußland des 18. Jahrhunderts ab, vermutlich im Zu­
sammenhang mit einem größer angelegten Projekt einer Enzyklopädie der Musik 
im Rußland des 18. Jahrhunderts, deren erster Band im Frühjahr 1997 erscheinen 
konnte. Charakteristisch ist hier ein neuer Blick auf die eigene Musikgeschichte ­
frei von beengender Ideologie - die nur die Keime eines nationalen Musikschaffens 
berücksichtigten. So eröffnet sich ein Panorama, das französische Romanze, 
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italienische Opera seria oder die Mozart-Rezeption ebensowenig ausschließt wie 
die orthodoxe Kirchenmusik und auf diese Weise den komplizierten Umformungs­
prozeß einer liturgisch oder brauchtümlich gebundenen Musikkultur zu einer 
primär künstlerischen als spannWlgsreichen und fiir das Verständnis der 
russischen Musik wesentlichen Vorgang greifbar werden läßt. Es ist wohl kein 
Zufall, daß unter dem höchst divergenten methodologischen Zug der Forscher der 
kultursemiotische Ansatz, wie er aus der Tartuer Schule übernommen werden 
konnte, als ein russisches SpezifIkum wiederholt ins Auge springt. 
Problemata musicologica 1: Muzykal'naja kul'tura srednevekov'ja. Teorija, 
praktika, tradicija, ed. V.G. Karcovnik, Leningrad 1988 (The Musical 
culture ofthe Middle Ages. Theory. Practice. Tradition) 
I. Monophonie Chaot Traditions in the Music of the Medieval World 
I.G. Lebedeva, Toward the Study ofFonnulaic Structure in the Medieval Chant 
Monody (On the Conception by Leo Treitler), 11-23 
This article deals with several approaches to melodie patterns of Western and 
Eastern medieval chant. The "cento" -theory is unreliable, and Leo Treitler' s 
conception of"fonnulaic families" explains the logic of the monophonie tradition 
better. A survey ofTreitler's works is presented in I. Lebedeva's article. The most 
important goal of contemporary chant studies is a non-contradictory theory of 
melodie segmentation. 
V.G. Karcovnik, Hymnologica I. The Intr9it Tropes in the History ofWestern 
Medieval Chant, 24-50 
This article opens the set of author' s essays dedicated to several genres and forms 
of Latin meclieval hymnography. Among the chant genres, the introit tropes are 
especially important, being in fact the first lmown pinnacle ofWestern creation in 
the field of musical composition. A survey of tenn definitions and of theories of 
the trope .origin is given. The author analyses the interrelation between tropes and 
introit antiphons. The connection between them is of a. hierarchical type (" genres­
vassals" and "genres-suzerains", according to D. Lihachev's theory of genre 
groups in medievalliterature). The strong trope-introitmelodic similarity can be 
observed even in the chants written in unheighted neums, for instance, in the 
"melofonn" tropes ofthe Ms. Vienna, Nat. Bibi. 1609. Investigating the oral traits 
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in trope settings, the author introduces the idea of"orality's degrees" in several 
local traditions. Thus the "makeshift" Beneventan tropes are "more oral" than the 
artificially perfect chants of Occitanian origin, which depend more on composi. 
tional plan and motivic elaboration. 
E.V. Gercm~ Greco-Arab Music TheoI)' Manuscript (A Preliminaty Report), 
51-61 
This article is dedicated to the Ms. Leningrad, Saltykov-Shche~ Public Library 
Gr. 497. The Ms. is of Sinai origin. It is a XVlthlXVIIth century fragment of a 
musical handbook, which primarily concerns late Byzantine neumatic notation. 
Some names of the neumatic symbols are rather unusual. A part of the text is 
translated into Arabic, and this fact is especially important in the context of Greco­
Eastem contacts in the Late Byzantine and Post-Byzantine eras. The author will 
publish the text of the treatise with a detailed commentaty. 
N.S. Seregina, On the HistoI)' ofRussian Hymnography ofthe "Pre-Mongoli­
an" Era (Study based on Sticheraria Menaia Chant Books), 62-77 
This article deals with offices of the earliest local feasts in XIthlXIIth century 
Russia. The stichera for St. Boris and Gleb (2.V, 24.VI), Feodosij (Theodosius) 
of Petcheri (3.V), Evfrosinia of Polotsk (23.V), and Dedication of St. George 
temple in Kiev (26.XI) are discussed. The author brings several versions of the 
offices to light and presents the list of nelilfiatic chant incipits. 
N.V. Gruzinceva, On a Peculiarity ofthe Interrelation ofMelismata and Text 
in Znamenny Chant Settings, 78-87 
Theta-melismatä (neumatic fonnu1as provided with the symbol) are an essential 
feature of early Russian Znamenny chant. The author analyses the use of such 
fonnulas in the XIIth/XIIIth centuty?# chant books. The appearance of thetas is 
directIy linked to the rhetorical pattern of the liturgical text. In this connection the 
vocative figures are especially important. A comparison with stylistic traits of the 
medieval sennon is made. 
I!.The Musical Practice of the Late Middle Ages 
E.M. Abramova, On the Role ofOral Tradition in Italian Music ofXIVth-XVth 
Centuries, 88-104 
The oral tradition was a stream which united several genres and forms in the music 




synthesis of local oral tradition and the idea ofwriting music borrowed from the 
Transalpine area. The compositional features of some XIVth century genres, and 
of the madrigal especially, may be understood just in the context of their oral 
origin and the declamatory way of the text's performance. Taking off the 
ornamental diminutions, the author discovers the "declamatory framework", i.e. 
some sort ofa smnmarized melodie formula ofmadrigal tune. In the XVth century 
the popularity ofwritten musical art was declining, and Italian musicians reverted 
10 the custommy oral way ofmaking music. This fact explains the rather moderate 
number ofnative written compositions in Quattrocento manuscripts. 
Ju.V. Kudrjasov, The Musical Gothicism of Guillaume de Machaut's Mass, 
105-128 
Machaut' s Mass is concemed with the connection in the aesthetical trends of the 
late Gothic era. The author makes a comparison of this workwith the ar­
chitectonics of the Gothic cathedral. The compositional features of the Mass are 
analysed, and the results indicate the dominant role of hocket voice leading. The 
Mass as a whole is a set of hocket variations. The numerical proportions are 
comparable with the composition of the medieval temple. Among the aesthetic 
principles of the work, the synthesis of the spiritual (chant elements) and secular 
(hocket "plays") is especially important. This trait typifies the "Autumn of the 
Middle Ages" (J. Huizinga). In the conclusion the author tries to find a place for 
the Mass in the cultural "climate" of the epoch. The late medieval similarity of 
"celestial and terrestrial" love is a general principle of "Machaut Gothicus'" ideas. 
IH. Traditions of the Middle Ages in the Musical Culture of Later Periods 
E.S. Chodorkovskaja, The Renaissance Concept of the Function of the Church 
Modes in the XVlth CenturyPolyphony (To the Problem of Reception of the 
Medieval Music Heritage), 129-148 
'As an analysis of theory concepts and XVlth century compositional practice 
shows, the medieval modus was still an actual intonation reality of the Late 
Renaissance alt ofmusic. The church modality was a basis for the logic ofmusical 
composition. As a result of the composer' s orientation towards modal scale 
patterns, the specific type ofthematic relations may be observed. It might be called 
"the modal thematic style". The precept of order and rule was direcdy connected 
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with aesthetic ideals of the Renaissance era, which was called the time of "the 
reflective traditionalism" (S. Averintsev). 
A.L. Porfrreva, Wagner's Myth and Germanic Epics (On the Question ofthe 
Medieval Sources of "Nibelungenring"), 149-167 
The author discusses interrelated problems: 1) the influence of German XIXth 
centuty medieval and mythological studies on Wagner' s ideas of the "mythological 
theatre", 2) the circle ofmedieval Germanic sources of"Nibelungenring", and 3) 
analysis of Wagner's methodology in the creation of his musical dramas. The 
author traces the way ofearly mythologemata in the world of Wagner' s Tetralogy 
by making a comparison of the sources mentioned by Wagner in a letter of 1856. 
Problemata musicologica 2: Aspekty teoreticeskogo muzykoznanija, ed. 
Ju.V. Kudrjasov, Leningrad 1989 (Aspects of Music Theory) 
F. Ravdonikas, The Pythagorean System ofMusical Tones. Part I, 8-50 
The invariance of melody relatively to the frequency shift resulted in the 
fundamental symmetries ·of modal scale. Being based on the phenomena 
considered in Fourier analysis, the traditional theory meets various difficulties in 
its attempt to reveal these symmetries. Meanwhile, the Pythagorean scale contains 
a non-trivial possibility ofsolution ofthe problem. This article attempts to present 
Pythagorean principles in a general form. This approach takes into consideration 
circumstances which have up to now remained beyond the scope of traditional 
theory. The examination of some symmetries yields a simple method for 
experimentally verifying statements derived by the author from Pythagorean 
principles. Such an approach allows one to elaborate a relative modal syntax (i.e., 
the universal syntax for usual, exotic, and new scales). 
E. Chodorkovskaja, The System of Solmization and the Sound-Pitch Aspects 
of the Pre-Classic Technique of Modal Composition, 51-60 
This artic1e deals with MedievaVRenaissance ideas of pitch organization. These 
ideas are reflected in the principles of Relative solmization. The treatise 
"Expositio manus" by J. Tinctoris (ca. 1435-1511) and other sources are analysed. 
The aUthor concludes that solmization was not intended exc1usively for didactic 
purposes, but was a generalization of the pitch system of the era. Solmization was 
connected with the fimdamental concept of the sound continuum and its regulation. 
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The solmization method of sound connotation is a necessary condition for a 
correct comprehension of the authentic language of early music. 
T. Baranova, "Lecons de tenebres" by Francois Couperin: On the Question of 
the French Aesthetic Concept of the E~ly XVlllth Centwy, 61-78 
The article dealswith the aesthetic concept Rococo and its influence on F. 
Couperin's work. The author compares aesthetic ideals ofWatteau and Couperin. 
The history ofthe genre of"Lecons" is discussed. 
A. Porfrreva, "Tristan und Isolde". Leitmotivand the Logical Foundations of 
Wagner's Thematic Work, 79-94 
The author presents an attempt to analyse the thematic development of "Tristan 
und Isolde", using ideas of structural mythology formulated by C. Levi-Strauss. 
Such an approach makes it clear that the "unity of music and drama" was 
contemplated by Wagner not only as a musical illustration of situations (the 
Leitmotiv-level), but, to a far greater extent, as a unity of "Complementary forms" 
in the manifestation of a mythological structure. 
L. Berezovcuk, Music Genre as a System of Functions (Psychological and 
Semiotical Aspects), 95-122 
The author attempts to develop a functional model ofmusic genre. The normative, 
sign, communicative, and axiological functions are examined in their connection 
with the creation of a musical composition .and with the perception of music. The 
approach is based on: 1) the psychologicallaws of perception and acquisition of 
new infonnation; 2) the sign characteristics of"genre normativs". Music genres 
are classified according to the type of semiotic encoding. 
Ju. Kudrjasov, A Catechism ofthe Theory ofthe Sonoristic Mode, 123-143 
The author proposes a theoretical model of the evolution of modal patterns. Their 
modulation to sonor stiuctures is analysed. J. Kudriashov discusses the types of 
"sono-modes"; he believes mode to be a universal form of musical system 
including not only the sound pitch, but all aspects of music texture. 
E. Cigareva, Principles of the Semantic' Organization in the Works Composed 
by Alfred Schnitke in the 1970's and 1980's, 144-166 
The article deals with "monogram"-themes (BACH-type, etc.), symbol-themes, 
thematic patterns derived from the obertone# scale, themes based on the tradition al 
genres (chaot, dance, march), and themes cOl11J.ected with timbre associations (bell 
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sounds, etc.). The employrnent ofthese thematic means is examined in the context 
of musical contents of the works by Alfred Schnitke. 
V. Sai, Toward the Problem ofa General Theory ofCounterpoint, 167-175 
This is an attempt to propose a universal mathematical model to explain the 
different types of counterpoint, including historica] varieties. 
Problemata musicologica 3: Tradicija v istorii muzykarnoj kurtury. 
Anticnost'. Srednevekove, Novoe vremja, ed. V.G. Karcovnik, Leningrad 
1989 (Tradition in the History ofMusical Culture. Antiquity. Middle Ages. 
Modern Era) 
I. Occidentalia 
E.V. Gereman, Cassiodor: De Musica, 9-36 
The author examines the chapter De Musica of Institutiones by Aurelius 
Cassiodor (485/487 - ca. 580). A study of the text presupposes a correct 
understanding of its terminology. Special attention 'is given to Greek terms and 
their Latin equivalents. E. Gercman analyses the meaning of the term modulatio 
in detail. He considers it to be a synonym for "hannony" rather than "modulation". 
Paralleis to Cassiodor' s treatise are analysed, including ancient (both Greek and 
Latin) and medieval texts. The article inc1udes a Russian translation of De Musica. 
R.L. Pospelova, The Doctrine of the Effects of Music in the Treatise by 1. 
Tinctoris "Complexus effectuum musices" (ca. 1473-1474),37-44 
The artic1e deals with Johannes Tinctoris' s conception of the effect of music. His 
ideas are considered to be a result of the synthesis of classical and medieval 
appröaches to the cultural function of the art of music. Tinctoris lists twenty 
"effects". The author divides them into three main groups - "theocentrical", 
"theoanthropocentrical" and "anthropocentrical". The combination of these 
fimctions is especially important for the investigation of the Renaissance system 
of aesthetical values. 
V.G. Karcovnik, Toward the Cataloguing of WestemMedieval Musical 
Manuscripts preserved in Leningrad, 45-57 
More than 50 notated codices and several hundred fragments of the Ixth - XV th 
ce. have been discovered in several Petersburg/Leningrad repositoria. The author 
is preparing a catalogue of these sources. In this article he publishes an oudine of 
the paleographical and codicological description of manuscripts. 
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M.A. Saponov, Oral culture as Material für Medieval Studies, 58-72 
The "codexocentrism" of modem musicology does not make it possible to 
comprehend the music ofthe Middle Ages properly. The medieval text in most 
cases is an oral communication despite the fact of its fixation on parchment or 
paper. One can explain the main fonn-creating principles of medieval music by 
their oral character alone. "Fonnulaic games" of dral art may be discovered not 
only in minstrel songs or in instrumental pieces, but in developed works by G. de 
Machaut and other late medieval composers. The author writes about "game 
fonn", considering it to be an essential indication of the medieval mentality. In 
support of these ideas he adduces much data from the history of medieval culture. 
T.V. Baranova, On the Cosmological and Religious Conception of Dance in the 
Culture ofthe Middle Ages, Renaissance and Baroque, 73-83 
The Christian conception of dance was influenced by Pythagorean and Neo­
Platonic thought. The "dance" of the moving cosmos is an archetype of the 
terrestrial dance. The author adduces data in support of this idea from texts of the 
early Christian period to Baroque dance treatises. The XVIIth - XVlIIth cc. 
instrumental suite is the most developed realization of the cosmological meaning 
ofdanee. 
E.S. Chodorkovskaja, The Harmonie Structure of XVlth Century Multi-Part 
Music, 84-107 
This study is based on Renaissance treatises (J. Zarlino, T. A. Morley, etc.) and 
musical compositions (Palestrina, etc.). The author investigates the "successive 
and processive" aspects of the organization of XVlth century polyphony. In the . 
context ofmodal thinking, the interconnection of theelements ofharmony is based 
on the gradation and ordering of intervals. The "phonic" quality of texture receives 
its logic interpretation. ,lt manifests itself in the structure of clausulae and in the 
practice of juggir la cadenza. Contrary to the idea of chordal function in later 
tonal music, the Renaissance method of composition is defined as a system of 
intervallic functions. 
A.L. Porfrreva, "Parsifal" and Its Medieval Roots, 108-128 
The author analyses in detail the Romantic approach to myth, religion and art. The 
myth ofthe Grail is c6nsidered as a center ofXIXth century mystical conceptions. 
It became a dominant idea of the so-called "alternative church", the tradition which 
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links medieval heresies and modem mysticism. The mythological structure of R. 
Wagner's "Parsifal", inspite of its Catholic "vestiments", displays the links of 
images in this drama with medieval non-orthodox doctrines. Comparing Wagner' s 
Good Friday scene with descriptions of the church festivals in medievalliterature, 
one may note the similiarity of the "Passion" in "Parsifal" with Pentecost, that 
especially popular holiday in medieval heretical movements. 
I1. The Traditions ofEast and West 
B. Asafev on the Investigation ofMedievaI Music (published by 1. Zemcovskij), 
129-135 
In notes written in 1930 (published for the first time) Boris Asafyev, a prominent 
Russian musicologist ofthe 1st half oftrus century, discussed the problem of oral 
tradition in the music of medieval Europe and the contemporary Caucasus. 
Asafyev draws attention to the similar position of music in social life and to 
comparable forms of~music-making. This is an interesting example of an early 
attempt to discuss this question in the very special terms of soviet ethnomusicolo­
gy ofthe 1930's. 
M.l. Vajnstejn, Early Elements in the Musical Tradition of Ashkenazic Jews 
Exemplified by Yom-Kipur Chants, 136-152 
A survey of the main genres of Ashkenazic chant tradition. Hebrew and Yiddish 
terminology for mode melodie type is diseussed. The songs for Yom-Kipur (the 
Day of Atonement) preserved some archaical traits. The specific way of singing 
and the "primmy" melodie formulas are among them. Some chants are cited from 
early XXth. c. records in the author' s transeription. 
V. G. Karcovnik, "Secundum Consonantias Musicas": Juraj Krizanic and the 
Problem ofPolyphonic Texture in Byzantine Chant, 153-166 
The treatise Heresis Politica 16 was compiled by the Croatian missionruy Juraj 
Krizanic in Siberia between 1663 and 1666. Byzantine multi-part singing is 
mentioned in the second part of the treatise. It is described as an archaic organum 
oftwo or three parts chanted in parallel forths, fifths, and/or oetaves. These data 
are compared with other evidence incIuding XVth c. compositions by Manuel 
Gazis and Johannes Plousiadenos. In investigating the problem, the multi-part 
singing was mentioned in an Old Georgian treatise by the philosopher Ioane 
Petritsi (XIth-XIlth cc.). Mikael Modrekili (Xth c.) used two lines of neumes 
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(under and above the text line) in his manuscript collection of Georgian and Greek 
chants. These data are believed to be the earliest evidence of polyphony in the area 
of Byzantine culture commonwealth. Contemporary Georgian folk polyphony is 
similar to the multi-part music of the medieval West. It is quite possible that 
Byzantine oral polyphony was a link between Caucasian and European traditions 
during the Middle Ages. 
N.S. Seregina, On the Incipit Catalogue ofRussian and Slavic Chants in Menaia 
Sticheraria ofthe XIVth-XVth Centuries, 167-185 
The author publishes a preliminary list of early Russian stichera for local saints. 
The list includes both "Pre-Mongolian" and new, XIVth - early XVth century 
chants. 
Problemata musicologica 5: Muzyka. Jazyk. Tradicija, ed. V. Karcovnik, 
Leningrad 1990 (Music. Language. Tradition) 
I. Theorica 
F.V. Raudonikas, The Pythagorean System ofMusical Tones. Part 2, 7-47 
The thetic projection of the three-dimensional continuum (i.e., the space of 
perception of all scales with given ambitus# and given number of degrees) was 
used for the auscultation# researches. Quantization# of continuum was discovered 
in a few areas in each ofwhich the musical character of scales is recognized as the 
same despite considerable variation of intervals. It follows that properties of the 
scale recognized by ear are independent from the properties of intervals recognized 
/ 
separately. The modified auscultation# researehes demonstrate the existence ofthe 
generic (i.e., immutable under change of number of degrees) identity of scales 
characters. On this basis the vaiiety of musical characters distinguished by ear is 
reduced to an ordered set of original qualitative distinctions or spectra. The space 
ofperception of all scales with arbitrary ambitus and arbitrary number of degrees 
is the four-dimensional continuum. The metrics of the four-dimensional 
continuum, based on the spectrum of qualitative distinctions, allow one to obtain 
a taxonomie description which may be considered as the complete modal syntax 
(i.e., the description of all intonation-structural conditions of arbitrary musical 
form). 
F.V. Raudonikas, Corollaria to the Modal Scale Theory, 48-59 
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I. On meanings 0/pitch-symbols. The author attempts to fmd a place for 
musicology among natural sciences. From this standpoint, the value of musicology 
is that its fonnal means, along with their usual assignment, deal also with hearing 
as a psychological phenomenon. The epistemological effectivity of pitch-symbols 
is estimated. Among other things it is clarified that a two-dimensional text does 
not verify the two-dimensional structure ofpitch-relations, if the durations of tones 
are translated. 
H. Dynamics in the Old Greek theory. The dynamical ideas are considered, 
which have been presented in Old Greek musical theory. Dynamis has a 
considerable recognitive competence. Misunderstanding of the dynamical aspect 
is an important reason for the ineffectivity of modem musical theory. 
Ju.V. Kudtjasov, The Sonoristic-Functional Basis ofMusical Thinking, 60-67 
Sonority is an autonomous functional basis of contemporary music modes. Mode 
is asound unity based on the integrity of perception. 
G.N. Dobrovol'skaja, On Theme in Choreography, 68-83 
The idea of the choreographie theme was introduced first by the Russian ballet­
master F. Lopukhov in 1925. The article focuses on the questions: 1) what are the 
elements ofa choreographie theme? 2) how is a choreographie theme taken out of 
dance context? 3) what are similarities and differences between choregraphie 
theme and musical theme? In her analysis of ballets by CorelIi, Perrot, Petipa, the 
author concludes that the theme in choreography is a sketch of choreographie 
eonception. The signi~eant theme ensures the profundity of a ballet idea in 
general. 
L.N. Berezoveuk, The Value of Motivation Factors for the Perception of 
Musical Stereotypes, 84-116 
The article deals with the perception of music and its connection with musical 
thought and experience.A cognitive approach raises a problem of selection by 
hearing of perceptible material to classes of stereotypes. Musical stereotypes do 
not depend on human verbal mentality. The experimentalresults allow one to draw 
a conclusion: human psyehics are selected within sounding material, such as the 
sensory image-standard, which quickly and exaetly beeomes important in all 
spheres of the universum of musical culture. In music, species cf articulation 
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codify the motor-plastic human experience. The articulation depends on motiva­
tion factors which are realized by actual socio-cultural activities of an individual. 
V.V. Sai, Notes on Technology ofMusic, 117-124 
The author considers the technological cycle of musical composition in connection 
with the history of technology of Western music. He proposes a new (human­
machine) technology ofmusical composition and perspectives of the development 
of the composer' s w<lrkstation. 
H. Toward the Investigation ofTradition in fue History of Art ofMusic 
A.I. Klimovickij, Beethoven and Tradition (On the Problem ofthe Phenomenon 
of Music Heredity), 125-141 
Considering the stability of the term "The Tradition of Beethoven", the author 
notes the term's ambiguity and the limits of its contents. This ambiguity 
demonstrates the narrow-mindedness of Beethovenocentrism and the dependence 
of the term on cultural-historical context. The concept of tradition is considered 
to be a manifestation ofthe artistic heredity - in accordance with F. Nietzsche's 
well known statement: "heredity createsonly as nature itself does". 
V.G. Karcovnik, On the Romantic Re-Comprehension of the Medieval Chant, 
142-151 
The article deals with perception (Cecilians), elaboration (F. Liszt, etc.) and some 
attempts of reconstruction (P. L. Lambillote) - of the Gregorian chant during the 
ROlnantic era. Being connected with the Cecilian movement and its "mythological­
ly" minded orientation, the Romantic re-comprehension of chant was not an 
authentic approach. But like many other 19th century cultural phenomena, it 
became the essential step to the purely historical method of chant investigations. 
J.G. Kon, A. Shoenberg (!) and "Language Criticism", 152-164 
The author compates A.· Schoenberg' s conception ofthe musical language with the 
concepts of language criticism of K. Kraus and F. Mauthner. 
A.L..Porfireva, Figure and Structure (Some Preliminary Notes for the 
Systematic Description of Musical Language), 165-178 
The author reflects upon the evolution of the Western music language. She shows 
the principal distinctions between rhetorical and structural stages in its his tot)' . 
This new attitude toward language is demonstrated in an analysis of poems of G. 
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Trakl and music of A. von Webern - in the context of Viennese culture of the 
beginning ofthis century. 
AJu. Kuchjasov, On the Peculiarities of the Modal-Harmonie Pattern of Sofya 
Gubaydulina's "The Garden of Joy and Sorrow", 179-192 
The Cantata by S. Gubaydulina is one of the most original works in contemporary 
Russian music. In S. Gubaydulina' s own words, it is "the musical response to the 
question ofF. Tanzer". In the article "anhemitonic" and "hemitonic" types ofthe 
cantata' s harmonic structure are analysed. The result of the analysis is an idea of 
"polyfonn" composition, where "the most profound essence of human personali­
ty" is reflected. 
Problemata musicoIogica 6: Muzykal'nyj teatr, ed. A. Porfireva, St. 
Petersburg 1991 (The Musical Theatre) 
I. Towards a Theory of the Musical Theatre 
A. Porfrreva, The Magic ofOpera, 9-35 
The article deals with hidden relationships between opera and ancient magical 
rites, especially with the Orphic mysteries regenerated at the Florentin Academy 
in the XVth century. These relationships may be used to explain some operatic 
genre features, such as the special signifieance of the phenomenon of singing 
itself, inevitable pauses in action, etc. The link between opera and ritual ereated 
some particularities in the XIXth century operas, especially Wagner' s. In the 
second part of the work, the author demonstrates some magically derived effects 
by analyzing the structureofthe frrst act ofWagner's "Parsifal". 
L. Berezovcuk, Opera as a Synthetic Genre (Preliminary Notes on the 
Psychological Premisesof the Complementarity Principle and its Role in the 
Musical Theatre), 36-92 
The article deals with the phenomenon of opera action from the psychological 
point ofview. Traditionally, opera is considered as a fieldfor the synthesis of arts. 
Four versions of M. Musorgsky's opera "Boris Godunov", by N. Rimsky­
Korsakoy, P. Lamm, D. Shostakovich and D. Lloyd-Jones are compared, and the 
author supposes the existence of different premises of opera action. There are 
psychological devices of the sensory integration. 
A comparer creates action in opera by "translating" real behaviour situations and 
reactions into conditional, specifically musical stereotypes of the operatic genre. 
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As a result, the intermodal sensory integrations - based on several types of 
motions appear in human mental activity. The integrations coordinate perception 
and comprehension of visual, audial, motor etc. information. Motion in its 
muscular or speech (motor articulation) form takes root in every sensory system. 
Syntheses spring up on the base of the prevalent modality. The speech-audial, 
audial-speech, visual, and verbal syntheses are especially important for opera 
action. In the verbal synthesis, the information processing devices proper for 
verballanguage predominate. 
Sensory integrations in opera action realise themselves in three different spheres: 
1) Creation of an opera by a composer: in his subconscious the principles of 
"translation" ofreal action and real events into conventional ones are shaped and 
the synthesis type is selected; 2) motions, characteristic for this synthesis type, 
generate musical means, and they remain fixed in the score, 3) the score is 
"translated" by a stagedirector into scenic action. Unity of these three types 
generates the opera spectators' reactions and the proper interpretation of the 
composer' s concept by a stage director. As a result of the sensory integration, the 
complementation principle arises within opera action. There is a fundamental 
premise for interiorization and exteriorization processes which are necessary for 
"translation" of real human behaviour into the behaviour of a specific character. 
The results indicate that each of the vers ions of "Boris Godunov" is oriented 
towards a different synthesis type. N. Rimsky-Korsakov revised the score 
according to the operatic concept of the visual synthesis~ D. Shostacovich's 
version is oriented to the verbal synthesis. M. Musorgsky score renewed by Lloyd­
Jones, is based on the speech-audial synthesis. 
L. Zaks, M. Muginstejn, On the Theoretical Poetics ofthe Opera-Drama, 93­
109 
The article deals with the current problems of opera acting and the theoretical 
poetics of opera dramaturgy. 
11. The Musical Theatre in the History of Culture 
N. Seregina, The early Russian Temple Action as a Harbinger ofthe Theatre in 
Russia, 110-124 
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The author analyses the dialogical and monological patterns in Russian medieval 
stichera hymns considering them to be "dramatic" elements of the Orthodox 
worship. 
V. Karcovnik, Hymnologica n. Sources ofthe Liturgical Theatre ofthe Western 
Middle Ages, 125-145 
A survey of the problems connected with "Visitatio sepulchri", its melodie 
structure and generic defmition. Only being placed at the Matin fmal part, this 
chant set may be considered as areal dramatic phenomenon. 
E. Chodorkovskaja, Opera seria in XVlIIth Century Russia, 146.. 158 
The artic1e deals with some features of Italian opera seria as a result of its being 
placed within the context of Russian court ceremonies. In the 18th century the 
Imperial Church Chorus not only had a special liturgical function within the 
Russian Orthodox Church, but was simultaneously involved in various performan­
ces of Italian opera seria. The peculiarities of the Russian version of seria 
anticipated somecharacteristics of the later Russian opera theatre. 
L. Kirillina, Mozart and Goethe. Towards the Problem ofthe IntercolUlections 
between Weimar and Viennese Classicism, 159-170 
A comparison ofsome of Goethe ' s and Mozart' s plots allows the author to throw 
new light on the unknown features of classical theatre aesthetics. 
G. Dobrovol'skaja, Mikhail Fokin's "Polovets Dances" in the Context of 
Borodin's Opera, 171-182 
The article deals with some aspects of Borodin I s opera which were influenced by 
M. Fokin's ballet. 
IH. On the History of the Soviet Opera Production 
M. Komakova, Theodore Komissarjevsky and opera, 183-216 
The author has compiled information about the Th. Komissrujevsky opera 
productions in both the Moscow Soviet Opera House and the Studio Theatre of 
Artistic and Educational Union of Workers' Organisations during 1917-1919. A 
complete list ofKomissarjevsky opera stagings is included. 
E. Tret'jakova, Opera Productions by S. Radlov, 217-240 
The article is dedicated to the opera activities of S. Radlov, a prominent theatre 
producer in the twenties/thirties of this century. A complete list of his opera 
productions is appended. 
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M. Sluckaja, E.I. Kaplan. Notes on the Creative Biography, 241-270 
The article deals with the artistic activities of E. 1. Kaplan, one of the most 
prominent Leningrad stage directors. The complete list of his opera stagings is 
appended. 
Problemata musicologica 7: Rossija - Evropa. Kontakty muzykal'nych 
kul'tur, ed. E. Chodorkovskaja, St. Petersburg 1996 [irrtümlich ist 1994 
angegeben] (Russia - Europe. Contacts between musical cultures) 
N.S. Seregina, Prophets and Minstrels (On the connection between pagan and 
Christian outlooks in "The Lay of Igor' s Campaign"), 11-22 
By analysing the poetics of "The Lay of Igor' s Campaign" in comparison with 
other musicaVpoetic works of ancient Rus' #, the author is able to reconstruct 
elements of pagan and Christian world views contained within them. The 
discovery of a s~t of ideas connected with the ritualistic practice of pagan 
prophecy is given special attention. The contrast of this tradition with the new 
Christian world view plays an important role in the analysis of "The Lay". In the 
context of this new research, the author proposes a new reading of sevetal "dark 
spots" in the text. .. 
LA. Cudinova, The sacred and the secular in the culture of the church music in 
Petersburg ofthe 18th century, 23-42 
In this artic1e, the author analyses new trends in religious music in the Orthodox 
church which emerged in the 18th century in St. Petersburg, examining the use of 
church beIls and changes in the fonn and goals of choral instruction within 
churches. It was in this period that such tenns as "carillon music" and "church 
choral music" first appeared, witnessing a deep transformation in the culture of the 
Russian Orthodox Church. In the author' s opinion, this transformation depended 
on several factors: the appearance in Petersburg of a new concept of urban space, 
which had been unknown in Russia before the reign of Peter I; the sacrificing of 
the monarch; and the influence of Western European secular music. This research 
is supported by RS S/CEU. 
A.N. Krjukova, Literature and music (Looking through Petersburg magazines 
ofthe 18th century), 43-60 
This artic1e presents an analysis of printed material about music in Russian­
language Petersburg peridiodicals of the 18th century. According to the author' s 
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observations, this information is small in amount and fairly one-sided in content. 
News ofthe music world had no independent value for the authors andjournalists 
ofthe period and is mentioned off-handedly, as a rule~ names of composers and 
perfonners were generally not printed. On the pages of satirical magazines, music 
was represented as an irrevocably idle and senseless way to pass the time. The 
sources examined allow for analysis ofthe complex processes which accompanied 
the Russians' introduction to the traditions of Western secular music. These 
traditions were accepted in fuller order and more organically only in the 19th 
century. 
M. Velimirovich (USA), Charles Bumey and Russian music, 61-73 
The articles of Charles Bumey, which the scolar prepared in 1805 for Rees's 
"Cyclopedia", show the English historiographer' s wealth of information ahout the 
his tory and condition of Russian music, as weH as his familiarity with the works 
of Bortnianski. On the basis of these materials, the author refutes the current 
conception that the works ofBurney lack some information about music in Russia, 
at the same time examining the possible sources ofhis knowledge, and projects the 
immediate program of research of this question. 
N.A. Ogarkova, The French romance in Russia in the final third of the 18th 
century, 74-94 
This article is dedicated to one ofthe most popular genres of chamber-vocal music 
during the last third of the 18th century: the French romance. The questions of its 
spread and occurrence in Russia are examined and works by Russian composers 
and dilettantes who copied the French example are analysed. Special attention is 
given to describing the historical and sociocultural pre-conditions which fostered 
the rise of the style, rooted on one side in the sentimental frame of mind of the era, 
on the other in the traditions ofthe aristocratic women' s salon. In the salon culture., 
romances were considered an acceptable form of expressing the emotion of love, 
thus entering into the ritual of behavior of the noble lover. 
E.S. Chodorkovskaja, "The Magic Flute": the early perception of Mozart in 
Russia, 95-115 
The RtlSsian premiere of"The Magie Flute" was staged in Petersburg in 1794, the 
first production outside of the Austro-German region and many years before 
stagings in other countries. ,On the basis of archival docwnents, the author re­
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creates the conditions which led to. the appearence of Mozart 's opera on the stage 
of the Imperial theatre and the specifics of the production~ unlike the music, which 
won enonnous popularity, the production was accessible only to a small group of 
courtesans. The resulting gap between the theatrical and musical impressions 
caused. a particularmanner ofacceptance ofMozart's music in Russia at the end 
ofthe 18th century. 
L.M. Zolotnickaja, A.F. L'vov, 116-156 
A monograph on A.F. L'vov, the noted figure in the music world, highly skilIed 
violinist, choral director, and prolific composer connected through acquaintance 
with the greatest Western European musicians, based. on a variety ofpublished and 
unpublished sources, press accounts, diaries and memoirs. In addition, the history 
and characteristics of L 'vov's operas are analysed. 
N.B. Zubareva, In the polemic of the past, looking to the future (Two time-space 
concepts in the Russian culture in the second half of the 19th century), 157-167 
Based on works of literature, painting, and music in Russia of the later half of the 
19th century, the author extracts the principles of space-time organisation which 
were common among thesevaried artistic texts. Characteristic of this period was 
a distancing from romantic formulas and a search for new principles of composi­
tion. Although this search was conducted in the framework of the aesthetics of 
realism, it nonetheless anticipated several formalistic discoveries in European art 
ofthe 20th century. 
D. Redepenning (BRD), Opera criticism by F. Liszt in the translation of A.N. 
Serov (On the question ofthe early reception ofR. Wagner in Russia), 168-187 
An analysis of Serov' s translations of several articles of opera criticism by Liszt, 
published together with a general commentary between 1856 and 1858 in the 
Petersburg periodical"Muzykal'ny i Teatral'ny vestnik". The translation is 
examined in the context of the Russian music world and critical trends. Serov 
strove to bolster Russian opera, which drove him to look to the Liszt articles and 
to the works ofWagner as a possible model for developing the Russian school of 
composing. However, both ofthe challenges he undertook - reform of the Russian 
music life and propaganda for Wagner'S operas - tumed out to be premature and 
were met with failure at that time. 





In this artiele, several interrelated aspects of the relationship of B lok and his! 
poetty to the works of Wagner are examined. The fIrst aspect is the influence of! 
impressions of Wagner' s music on the poet' s concept of the human estate. The! 
second is Wagner's mythic thinking andthe ideas of the "world cyele" and 
"cosmic being", which are at the foundation ofthe epic poem "Retribution". Tbe 
third is the reminiscences ofWagner' s poetic images in Blok' s poems, their types, 
functions, and structure. In conclusion, the author touches the question of allusions 
to Wagner, which were very common among the Russian intelligentsia at the 
beginning of the 20th century. Wagner was so popular as to be constantly cited 
and parodied. Therefore, there is nothing surprising in the significant influence he 
had on Russian art of the era. 
A.I. Klimovickij, Tchaikovsky's "The Queen of Spades": cultural memory and 
cultural anticipation, 221-274 
The problems of the "creative history" of "TheQueen of Spades", of Tchai­
kovsky' s "creative personality" and his "creative biography" are treated by the 
author in elose connection with some tendencies of the cultural and historicaI 
process. The problems under consideration may be dichotomised in accordance 
with two artiele's subjects. The first one is the connection of '~The Queen of 
Spades" with traditions of the Russian sentimentalism (the author analyses the 
composer' s creative works, reflects upon the opera interpretation of some plot 
lines ofKaramzin's story "Bednaja Liza"~ connected with the same problem is the 
study "Tchaikovsky and England" which examines, in the light ofthe influence of 
the English sentimentalism on the Russian culture of Karamzin's age, the 
composer's specifically marked keenness on the English language and literature). 
The second subject ofthe artiele is the significance of"The Queen of Spades" for 
the culture of"The Silver Era". In spite of their different cultural and chronologi­
ca! orientations, both subjeets have internal interrelations and interconditionality 
and are both inherent in Tchaikovsky' s creative nature. 
G.N. Dobrovol'skaja, The programme of music and the story of ballet 
("Sheherazade" by M. Fokin), 275-291 
This artiele presents an analysis of the creation of the choreography of Fokin' s 
ballet "Sheherazade" to Rimsky-Korsakov's symphonie suite ofthe same name. 
As the ballet has not been preserved, the author attempts to reconstruct the 
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character and contents of the dances and pantornimes on the basis of press 
accounts, memoirs, and the ballet master' s notes. "Sheherazade" is examined as 
an example of a story-ballet. Although the ballet is not connected with the 
composer' s program, the article nonetheless finds an incontrovertible correlation 
between thechoreography and the music. Summary, 292-295 
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